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Introduction 
 
Defining the art historical beginnings in narrative art is a difficult task. Narrative art 
describes, after all, a wide category of visual representation, and may be considered “narrative” 
so long that a story or stories inspired by previous literature, mythology, legend, history, or 
sacred texts is depicted.1 These stories are by no means unique or have originated to a single 
geographic, temporal, or cultural moment. These stories are not limited by any format, either – or 
any material. So long that artwork may tell a story – old or new – the artwork may be considered 
“narrative,” and fall into this all-encompassing category as a result.   
Because narrative art may encompass such a vast field of artworks, I pinpoint one format 
of visual narrative: the panel-to-panel narrative series.2 20th century graphic narrative scholar 
Thierry Groensteen claims that a panel-to-panel narrative series involves a sequence that consists 
of, well, “panels” – individual reference units for a fixed-image, graphic narrative.3 The panel is 
made up of three parameters; (1) form (the shape of the panel frame), (2) area (size of the panel 
relative to others in the sequence), and (3) site (the location of the panel on the surface).4 When 
two or more of these panels are juxtaposed, the resulting series will always imply a relation, if not 
a continuation, of the central narrative.5 Overall, like the term “narrative art,” the term “panel-to-
panel narrative series” may apply to a whole host of artistic traditions, so long that they maintain 
this format.  
Through the application of interdisciplinary terms, then, I propose a comparison between 
two geographically, culturally, and temporally unrelated panel-to-panel narratives: the Trecento 
fresco and the 20th century newspaper comic strip. I have selected Giotto’s Scrovegni Chapel (c. 
1305-1310) and Winsor McCay’s Little Nemo in Slumberland princess narrative arc (c. 1905-
                                                     
1 Paul D. Leveto, “Narrative Art,” Grove Art Online, 2003. 
2 “Comics,” Grove Art Online.  
3 Thierry Groensteen, The System of Comics, transl by Bart Beaty and Nick Nguyen (University Press of Mississippi, Jackson, 
2007), 29-30. 
4 Ibid., 31. 
5 Ibid., 9.  
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1906) to make up the foundations of my visual analysis. With these two artistic selections, I 
underscore crossovers in art historical and comic theoretical approaches to the narrative arts as 
found in panel-to-panel series. I further highlight their respective differences – and how their 
unique historical contexts may affect perceptions before and during a “reading” of the panel-to-
panel narrative. I ultimately point to an experiential reading of the panel-to-panel narrative series, 
and discuss how two different unrelated artworks may involve similar reading methodologies 
incited by their basic format. Through this study, I create a space in which two bodies of 
literature on narrative arts may be in dialogue, and even complement each other due to the 
inherent qualities of a panel-to-panel narrative series. 
Medieval narrative arts: an overview 
 
To begin the discussion of the individual artworks selected, I will first run a through brief 
visual history of the Trecento fresco’s lineage in early Christian and Byzantine narrative 
artworks. From 250 to 1300, artists typically drew inspiration from the Bible, popular religious 
texts, and the martyrdom of saints.6 This folio from the Cotton Genesis, for example (300-400), is 
one leaf of a collection of illustrations on the first book of the Bible (see Figure 1). Though this 
folio was originally illustrated in Egypt, the manuscript – or at least a sister codex – provided the 
visual basis for the atrium mosaics in the Basilica di San Marco in Venice (c. 1220s) (see Figure 
2)7. In-church mosaics such as the ones found in the Basilica di San Marco’s northwest copula, 
for example, were further influenced by their ceremonial location in regards to liturgical 
celebrations within the church.8 This panel-less narrative series follows the life of Abraham, and 
highlights The Sacrifice of Melchizedek – a thematic reiteration of Jesus’ sacrifice for humanity 
and of the Eucharist. Early narrative sequences such as these divided themselves with registers, as 
well. In these mosaics from Sant’Apollinare Nuovo in Ravenna (c. 500), two lower registers 
                                                     
6 Leveto, “Narrative Art.” 
7 Robert S. Nelson, “The Italian Appreciation and Appropriation of Illuminated Byzantine Manuscripts, ca. 1200-1450,”  
Dumberton Oaks Papers vol. 49 (1995), 212-213.  
8 Leveto, “Narrative Art.”  
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display the saints, prophets, and evangelists, while the upper two focus on the life of Jesus (see 
Figure 3). Though these mosaics do not have panels dividing each individual scene, their 
separation by register – and indeed, by reading order –draws the line between the narrative and 
the non-narrative. A rich visual history predated the Trecento fresco, as manuscripts and churches 
alike exploded with examples of the narrative arts. 
However, controversy brewed within the Church. Clergy members like Serenus, bishop of 
Marseilles (d. 600), argued that the plethora of religious images permitted Christian followers to 
worship them instead of God – thus breaking the Second Commandment.9 Though Pope Gregory 
the Great (d. 604) sympathized with Serenus’ concerns, he legitimized the use of images within 
the Church.10 In 600, he claimed, “painting is, for those who cannot read, what letters are to those 
who can.”11 Thomas Aquinas (d. 1274) repeated the arguments six centuries later, emphasizing 
three reasons to use images within the church: (1) to instruct the uneducated (instructio); (2) to 
recall the mystery of the incarnation of Christ and the exemplary lives of saints; and (3) to 
reinforce a feeling of reverence (edificatio).12 For those who were already literate and knew the 
stories, Horace’s “aut prodesse… aut delectare” reigned – allowing “pleasure of the senses” in 
viewing religious imagery.13 In sum, the later medieval Church embraced religious imagery upon 
the grounds of instruction and remembrance for the illiterate and pleasure for the literate. 
Giotto di Bondone designed the Scrovegni Chapel fresco cycle in accordance to Pope 
Gregory the Great’s dictum. The Scrovegni Chapel (c. 1300-1305) was completed as an addition 
to the Scrovegni Palace in Padua, Italy (see Figure 4). The Scrovegni Chapel’s nave measures 
                                                     
9 Jules Lubbock, Storytelling in Christian Art from Giotto to Donatello (New Haven and London: Yale University 
Press, 2006), 3. The Second Commandment states: “You shall not make for yourself a carved image, or any likeness 
of anything that is in heaven above, or that is in the earth beneath, or that is in the water under the earth. 5 You shall 
not bow down to them or serve them, for I the Lord your God am a jealous God, visiting the iniquity of the fathers 
on the children to the third and the fourth generation of those who hate me, 6 but showing steadfast love to 
thousands[b] of those who love me and keep my commandments.” (Exodus 20:4-6, English Standard Version, 
2001). 
10 Ibid., 3-4.  
11 E.H. Gombrich, Means and Ends: Reflections on the History of Fresco Painting (London: Thames and Hudson, 1976), 28. 
12 Joachim Poeschke, Italian Frescoes: The Age of Giotto 1280-1400 (New York and London: Abbeville Press 
Publishers2005), 9. Aquinas precisely reiterated Pope Gregory the Great’s argument.  
13 Ibid., 10.  
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20.88 meters long, is 8.41 meters wide, and 12.65 meters high; the apse, 4.49 meters deep and 
4.31 meters wide. The altar holds Enrico Scrovegni’s tomb and a statue of the Madonna and 
Child flanked by angels (c. 1305-1306) sculpted by Giovanni Pisano (see Figure 5). Along the 
north and south walls, the lives of Joachim and Anna occupy the top register on the south wall; 
the Virgin Mary’s, the top on the north wall; and Christ’s, the bottom two on both walls. 
Underneath these narrative cycles, grisaille personifications of the Vices and Virtues are depicted 
the north and south walls respectively. The eastward chancel arch displays the Annunciation and 
the west wall, the Last Judgment (see Figures 6, 7). The barrel vault above shows the Virgin and 
Child surrounded by four oculi with prophets holding scrolls to the west; Christ and the oculi of 
the four Evangelists reign in the east (see Figure 8). Presiding over the frescoes, nine windows 
light the chapel. Six lancet windows exist on the south wall, complementing a large three-lancet 
window on the west (see Figures 9 and 10). The Scrovegni Chapel as a whole exists as a 
culmination of medieval fresco traditions, completely covering the walls with illustrations of 
religious narratives. 
Within the literature of medieval narrative art, Marilyn Aronberg Lavin provides the most 
comprehensive study on the organization of Italian mural narratives and their effects.14 She 
indicates nine main patterns predominate amongst mural narrative cycles: the Double Parallel, 
Wraparound, Counterclockwise Wraparound, Apse, Cat’s Cradle, Boustrophedon, Straight-Line 
Vertical, and Up-Down, Down-Up (see Figure 11). She further notes that each narrative pattern is 
more prevalent in certain periods than others. From 500-1000, the double parallel narrative (in 
which the sequence begins from the apse and moves towards the entrance on both walls) is most 
popular, like those found in Sant’Apollinare Nuovo (see Figure 12). From 1000 to 1200, the 
wraparound pattern (in which a right-to-left narrative begins on the right side of the apse, and 
continues across from top to bottom along the walls) is most frequent. From 1200 to 1300, the 
                                                     
14 Marilyn Aronbeg Lavin, The Place of Narrative: Mural Decoration in Italian Churches, 431-1600 (Chicago 
and London: The University of Chicago Press, 1990), 3-8. 
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apse (in which the narrative encircles the apse or chancel area from top to bottom) and 
wraparound patterns are more represented. From 1300-1400, the wraparound, straight-line 
vertical (in which the cycle follows from top to bottom on both sides of the wall), and the 
boustrophedon (in which the cycle is reversed from its original narrative in a back-and-forth 
movement) feature most. Overall, the wraparound patterns are most popular of all the fresco 
cycles she has studied, accounting up to 31% of the cycles studied.  
In light of these narrative patterns, Lavin goes on further to argue that these mural patterns 
– otherwise called “narrative dispositions” – may either be followed or disturbed to engage in a 
“narrative transaction” (see Figure 13). Assuming that the viewer is already familiar with 
previous narrative dispositions, she claims that a viewer may either engage in a complementary 
transaction (where the narrative and story align chronologically), a patterned arrangement (where 
the rearranged chronology produces a specific pattern), or an ulterior argument (where narrative 
units disrupt the supposed chronology to formulate a new message). Lavin’s research on narrative 
patterns upon the walls of the medieval Italian church thus indicates a keen awareness of the 
transmission of a message from the artist to the viewer through conforming to (or disrupting) 
common expectations. 
Newspaper comic strips: an overview 
 
The second sample of comparison for my thesis stems from another, more recent tradition 
of the narrative art: the newspaper comic strip. The term “comic strip” already bears a 
contentious definition. Scholars Bill Blackbeard, Maurice Horn, and Thomas Inge stake the 
beginnings of the entire comic strip with R.F. Outcault’s (d. 1928) “At the Circus in Hogan’s 
alley,” dated May 5, 1895 (see Figure 14). These scholars agree that a comic strip must have an 
episodic dramatic narrative featuring recurring characters.15 This definition, however, disregards 
earlier European comic strips – which also feature recurring characters, like Ally Sloper of the 
                                                     
15 Pascal Lefevre and Charles Dierick, “Introduction,” Forging a New Medium: The Comic Strip in the Nineteenth Century 
(Brussels: VUB University Press, 1998), 12. 
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1870s – and furthermore discounts a whole realm of non-narrative comic strips. I will not follow 
this definition, then, because its American-centric and strictly style-based parameters allow little 
room for flexibility. 
Other definitions of the comic strip, however, are arguably too broad. Comic artist Will 
Eisner, for example, claims that comics are a “montage of both word and image,” requiring the 
reader to exercise verbal and visual skills to interpret the strip.16 Another comic artist, Scott 
McCloud, builds off of this definition to claim that a comic strip consists of “juxtaposed pictorial 
and other images in deliberate sequence and/or to produce an aesthetic response from the 
viewer.”17 Groensteen, on the other hand, defines the comic strip as a “visual narrative... [with] 
fixed images together on a single support.”18 These definitions focus too much on the sequential 
nature of comic strips and not enough on the material, reproducibility, or period context. I will not 
consider these definitions either, then, as a conclusive marker of the comic-strip.  
For the purposes of this thesis, I draw upon the minimal requirements suggested David 
Kunzle: (1) a sequence of separate images; (2) a preponderance of the image over text; and (3) an 
appearance in a reproductive, mass medium.19 This definition first appropriately distinguishes 
fresco narratives from those of the newspaper through the comic strip’s emphasis on mass 
production. Furthermore, Kunzle’s definition maintains the integrity of the comic strip as a 
narrative sequence. Kunzle’s acknowledgement of the comic strip’s format, material surface, and 
content all suits the following discourse appropriately. 
With the definition of the comic strip laid out, I will debrief a short history of the 20th 
century American newspaper as it converges with that of the comic strip. Prior to the mid-19th 
century, images were only sparsely interspersed in favor of filling four pages back-to-back with 
                                                     
16 Will Eisner, Comics and Sequential Art: Principles and Practices from the Legendary Cartoonist (New York: 
W.W. Norton & Company, Inc., 2008), 2. 
17 Scott McCloud, Understanding Comics: The Invisible Art (New York: Kitchen Sink Press, 1993), 9. 
18 Lefevre and Dierick, “Introduction,” 12. 
19 David Kunzle, The Early Comic Strip, 1450-1825 (Berkeley and Los Angeles: University of California Press, Ltd., 1990), 2. 
Kunzle also specifies that the comic strip should also be moral and topical, but this is more unique to the period of time the comic 
strips are ascribed to in his book (between 1450-1825).  
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information-loaded text (see Figure 16).20  As industries switched from printing on chlorine-
bleached rags to wood pulp paper in the mid-19th century, paper costs lowered– allowing 
newspapers to print more pages per issue.21 By the 1880s, competing newspapers such as the New 
York Journal and the New York World began to print more illustrations, engravings, and 
photographs to appeal to a wider audience in  an attempt to compete with rival entertainment 
magazines like Cosmopolitan and Puck. Though comic strips existed beforehand, American 
newspapers finally published their first with R. F. Outcault’s “At the Circus in Hogan’s Alley.” 
By 1895, then, the American newspaper and comic strip joined forces to create a formidable 
medium of mass information and entertainment.  
One decade later, Winsor McCay’s (d. 1934) Little Nemo in Slumberland comics debuted 
in the New York Herald on October 15, 1905 (see Figure 17). These comic strips were printed 
40.65 x 57.15 cm (16 x 22.5 in) per sheet, sandwiched between fifty to over one hundred pages of 
Sunday supplement features.22 Within these Sunday supplements, the Little Nemo comics spread 
across the United States through the syndicate system. Local newspapers too small to afford 
artists and branches part of the national printing press chain would often reprint comic strips, at 
least distributing Little Nemo across New York, Chicago, and Los Angeles (see Figure 17).23 By 
the peak of McCay’s career in 1911, the Little Nemo series expanded into a franchise – inspiring 
more mass-produced postcards, toys, and other trinkets.24 The mass-production – and in due turn, 
mass-consumption – of the early 20th century newspaper spread the Little Nemo series to 
audiences far and wide.  
                                                     
20 Kevin G. Barnhurst and John Nerone, The Form of News: A History (New York: The Guilford Press, 2001), 91-95, 
113. 
21 Lothar Muller, White Magic: The Age of Paper, transl. Jessica Spengler (Cambridge: Polity Press, 2014), 185- 
186. 
22 John Canemaker, Winsor McCay: His Life and Art – Revised and Expanded Edition (New York: Harry N. Abrams, Inc., 2005), 
97. 
23 Julia Guarneri, Newsprint Metropolis: City Papers and the Making of Modern Americans (Chicago and London: The University 
of Chicago Press, 2017), 32. 
24 Tom W. Hoffer, “From Comic Strips to Animation: Some Perspective on Winsor McCay,” Journal of the 
University Film Association (Issue 28, Vol. 2, Spring 1976), 24. 
 
14 
 
Just as newspapers were received by mass audiences, Trecento viewers would have also 
been well-aware of mass-spread Biblical iconography. In this way, I argue that both the fresco 
and the newspaper comic strip should be treated as “media” – devices used to communicate 
messages to a mass audience.25 With this, McLuhan’s discussion of “hot” and “cool” media 
corroborates with Lavin’s later analyses of the “narrative transaction”: the message can be 
interpreted more efficiently if an audience is more familiar with the medium.26 If an audience is 
“hot,” then a “hot” medium would be easily transferrable; if the audience is “cool” with a “cool” 
medium, then it may take longer for the message to be properly interpreted. Clashing a “cool” 
medium with a “hot” audience and vice versa may only lead to confusion, and may not allow the 
audience to fully grasp the message communicated through the medium.  
Forty years later, Scott McCloud takes this theory one step further, referring to this 
process as “closure” in comic strips 
. Though differing definitions of closure exist (Groensteen claims that it is the “closing” 
of the panel in contra to McCloud’s perceptual observation), 27  I will use McCloud’s definition: 
the “phenomenon of observing the parts but perceiving the whole.” 28 This term defines the panel-
to-panel reading experience: connecting the in-panel content across margins to collapse into a 
single narrative. As comic strip scholars Anne Magnussen and Hans-Christian Christiansen note, 
McCloud’s claim draws upon McLuhan’s statement that comic strips are low-definition, cool 
mediums.29  In order to deliver their intended sense of entertainment, the reader must attune to the 
socio-temporal context of the comic strip’s production. 
McCloud hypothesizes that closure may take on six different forms: (1) moment-to-
moment; (2) action-to-action; (3) subject-to-subject; (4) scene-to-scene; (5) aspect-to-aspect; and 
                                                     
25 Marshall McLuhan, Understanding Media: The Extensions of Man (Cambridge and London: The MIT Press, 1964), 22. 
26 Ibid., 30-31.  
27Groensteen, The System of Comics, 40-42. 
28McCloud, Understanding Comics, 63 
29Anne Magnussen and Hans-Christian Christiansen, “Introduction,” Comics and Culture: Analytical and Theoretical Approaches to 
Comics (Copenhagen: Museum Tusculanum Press, 2000), 13-14 
15 
 
(6) non-sequitur (see Figure 15). Moment-to-moment closure describes chronological passing in 
seconds, often to express time. Action-to-action closure shows a single action completed two or 
more panels, giving the expression of movement. Subject-to-subject heavily relies on inter-panel 
transitions to express a single idea; scene-to-scene, a significant gap between time and space; 
aspect-to-aspect, displaying different frames of a single scene; and non-sequitur, two narratively 
unrelated scenes.30 Using these definitions, I argue that the Trecento fresco cycles adopt a scene-
to-scene approach to display a continuation of chronological content over different periods of 
time. The Little Nemo comic strips, however, rely more on action-to-action closure, inciting the 
impression of movement across the frames. 
Thesis Structure 
 
Observing the body of literature on narrative art in both the art historical and comic 
theoretical traditions, I point to several cross-disciplinary themes. First, Lavin’s “narrative 
disposition” provides a relevant framework by which to approach panel-to-panel narrative series. 
The term assumes historic patterns in the make-up of a visual narrative. Should the viewer 
recognize the pattern, then the viewer may perceive any subsequent disruptions – implying that 
the viewer should be “hot” like the medium, allowing the immediate transmission of the message. 
Assuming that the viewer is spaciotemporally conditioned to the narrative artwork, the viewer 
may proceed to engage in “closure” – collapsing the panels of narrative into one larger “narrative 
transaction.” The viewer’s expectations of a narrative artwork, then, define the experience, and 
ultimately their overall perceptions of the work as a whole. 
To corroborate the reading experience of a narrative art form, I have divided the thesis 
into two chapters accordingly: expectations and experience. The first chapter, “Reconstructing 
Expectations,” replicates the viewing experience before entering a chapel and opening the 
newspaper. This pulls from a visual background for the private chapel and the early 20th century 
                                                     
30 McCloud, Understanding Comics, 74.  
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newspaper, and the viewer’s approach to old and new stories. I compare these visuals with their 
own sociopolitical contexts, assessing whether or not the artwork and the audience is “hot” or 
“cold” through recorded patterns of fresco-comic consumption. 
The second chapter, “Reliving Experience,” emulates the walk into the Scrovegni Chapel 
and the opening of the newspaper in reference to closure. Giotto arranges the Scrovegni Chapel 
frescoes to play upon contemporary narrative dispositions, introducing two different readings 
depending on the viewer’s intended entryway into the Chapel. This leads to a sense of subject-to-
subject closure, in which the viewer may reach different interpretations depending on the 
viewer’s movement. The 1905-1906 Little Nemo comics, on the other hand, engage in action-to-
action closure. With foldable papers, alternating panels, and repetitive text devices, Winsor 
McCay adds onto the narrative dispositions of contemporary Sunday comics to evoke the visceral 
motion for the itinerant eye. As panel-to-panel sequential series, both the Scrovegni Chapel and 
the Little Nemo comics ultimately engage in an “ulterior argument” sort of transaction, as Giotto 
and Mccay both choose to disrupt graphic narrative norms for a larger purpose. 
Overall, I believe that this thesis’ engagement with cross-disciplinary research may 
encourage future studies of the narrative arts to follow suit. This thesis should contribute both to 
the bodies of art historical and comic theoretical scholarship as an experiment researching 
experiential modes of appreciation. Above all, however, this thesis sheds new light on the 
protocinematic experience found in panel-to-panel narrative series by testing Scott McCloud’s 
“closure” hypothesis. In the future, I hope this thesis will ultimately reflect the “bigger picture” of 
the narrative arts, making connections across formats, regions, and time. 
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Chapter 1: Reconstructing Expectations 
 
To discuss media, I must discuss mediation – and with mediation, expectations. Marshall 
McLuhan’s defines media as devices used to communicate to a mass audience. I propose that 
both fresco cycles and newspaper comic strips function as “mediums” between the 
commissioners, the artist and the viewer, and are moreover exposed in content to the Trecento 
and 20th century audiences en masse. By assessing relevant materials in the visual record, I 
reconstruct the hypothetical viewing expectations prior to entering the artwork. For the 
Scrovegni Chapel, the Trecento viewer’s previous familiarity with private chapels and the 
Roman Arena would have endowed the Scrovegni Chapel’s scale and site religious – and 
potentially communal – significance to non-commissioners. 20th century newspaper morning, 
evening, and Sunday editions, along with other forms of printed entertainment, may have also 
encouraged a sense of community, as familiar readers would consume the printed material on a 
regular basis. Ultimately, then, both communities may be determined as “hot communities” with 
“hot commodities,” both the Trecento and 20th century viewer realize their visual and material 
familiarity with the chapel and newspaper respectively.  
Trecento Italy: the private chapel 
 
Padua in the late 13th century saw a period of peace and prosperity. With the 
establishment of the University of Padua in 1222, the expulsion of tyrant-ruler Ezzelino in 1256, 
and new territorial acquisitions in the 1260s, the commune flourished economically and 
politically.31 As the middle class swelled, one sin ran rampant: usury. According to the 
definitions at the time, usury included “any profit, any interest, from a loan” that exceeded town 
limitations.32 The commune ran high allowances; in Vicenza and Padua, rates could grow as high 
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as 30-40%,33 versus neighboring Venice at 5-12%.34 Moneylenders in the area earned unsavory 
reputations, facing public disapproval from laymen and local religious figures alike.35 
Of the moneylenders, one stood out among the rest: Reginaldo (“Rinaldo”) Scrovegni. 
Reginaldo built his fortune through moneylending in nearby towns Vicenza (1270) and Treviso 
(1284) after Paduan takeover.36 While his fortune grew, so did his infamy. A local legend recalls 
how an irate mob sacked and burned Reginaldo’s palace in Stra Maggior near the Duomo,37while 
critics like Dante condemned him in written records.38 Thus, when Reginaldo died between 1288 
to 1290, Reginaldo’s son Enrico inherited not only Reginaldo’s fortune, but also his reputation. 
Enrico had to make a choice: either he could keep the entire fortune in the face of local slander, 
or he could give some to the Church for public redemption.39 
Enrico’s choice eventually manifested in the construction of his own private chapel, the 
Scrovegni (Arena) Chapel. In 1297, Enrico began massive financial transactions to buy and sell 
the entire village of Malo to purchase the plot containing Padua’s ruined Roman amphitheater 
from Manfredo Dalesmanini40 on February 6, 1300.41 Enrico planned his bargain perfectly: for the 
turn of the century, Pope Boniface VIII “granted a supreme and great indulgence… [the] full and 
complete pardon of sins… as well as remission of guilt and punishment, provided the sins were or 
would be confessed.”42 With this redemption in mind, Enrico intended the Scrovegni Chapel to 
serve as (1) a location of daily worship for his family, (2) a testimony to Enrico’s orthodoxy to 
the public, and (3) personal salvation through his dedication to S. Maria della Carita.43 Through 
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the construction of the Scrovegni Chapel, it can be assumed that Enrico hoped to redeem the 
tainted Scrovegni family name from the accusations that haunted him from birth. 
Private funerary chapels in and of themselves were not foreign to the Trecento viewer; 
indeed, the oratory’s history stretches back to early Christian art. The allowance of non-
ecclesiastic families to commission and purchase private chapels, however, was new – especially 
on the wide scale these transactions would snowball into throughout the rest of the fourteenth 
century.44 The Montefiore Chapel (c. 1320-1325) in the Lower Church in the Basilica of Assisi 
exhibits this perfectly (see Figure 19). The Upper and Lower Basilicas were dedicated to St. 
Francis of Assisi, thus worked to directly incorporate Franciscan programs, imagery, and related 
saints. A century after St. Francis’ death, however, non-ecclesiastic nobility demanded space 
within the Basilicas to be buried near the tomb of St. Francis. As a result, altars were eventually 
commissioned and built – including the Montefiore Chapel, of which was commissioned by the 
heirs of Cardinal Gentile Partino da Montefiore (d. 1298). They supported Simone Martini (d. 
1344) to paint a narrative cycle following St. Martin of Tours.45 Typical to private, family-
commissioned chapels, this space likely served as an area for Montefiore’s burial, while also 
serving as a private place to celebrate Mass upon a consecrated altar.46 All in all, the Montefiore 
Chapel exhibits the typical construction of a family-commissioned private chapel of the Trecento, 
with its non-ecclesiastical commissioner, funerary purpose, and placement in a larger basilica 
space.  
Contemporary Paduans – of whom would have included university students, itinerant 
Franciscan pilgrims, and lifetime locals – would have also seen prime examples of private 
oratories within the Basilica of San’ Antonio (commonly referred to as the Santo) (c. 1232-
1310). Around seventy years after St. Anthony’s death, the Santo grew to become the second 
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most frequented pilgrimage area of the Franciscan Order.47 Oratories decorated the Santo since 
its conception; though many of the early oratory frescoes are now lost, the architecture of 
Giotto’s Chapter House frescoes (c. 1305) survive (see Figure 19). The Chapel of the 
Benedizioni (sometimes called Santa Caterina or Sant’Angela) presents a compelling case in 
size. Typical to a private chapel, the Chapter House frescoes portray a smaller architectural 
enclave within the larger basilica. Furthermore, eighteenth century records claim that the Chapter 
House was owned by the Scrovegni family as well.48 Like the Montefiore Chapel, the Chapter 
House frescoes thus differed from but rather in size – indicating, again, the standard size of a 
private oratory within the town of Padua.  
The scale of the Scrovegni Chapel in comparison to these smaller oratories must have 
been shocking to the public viewer. Indeed, original plans called for an even greater structure, 
including architectural additions like transepts and a belfry.49 Though these plans came to 
fruition – perhaps to pacify the neighboring Eremitani monkhood (of whom publicly complained 
about those two planned features) – the Scrovegni Chapel still remained an immense size in an 
urban space. At 20.88 meters long, 8.41 meters wide, and 12.65 meters high, the Scrovegni 
Chapel’s length and width invited the viewer to walk through, not just into. 
Additionally, the site of the Scrovegni Chapel was just as significant, if not more so, than 
the extensive size of the Chapel. Traditionally, the Roman Arena (upon which the Scrovegni 
Chapel was built) had been the town center of reenacting the Feast Day of the Annunciation 
since at least before 1278.50 To commemorate the Annunciation, the Scrovegni Chapel too was 
consecrated on March 25– in 1300 and in 1305 – and was furthermore dedicated to Santa Maria 
della Carita, who was associated with the Virgin Mary of the Annunciation.51 Later dictums 
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underscored the Scrovegni Chapel’s location upon the Roman Arena, as the town encouraged 
Paduan citizens to continue to attend the celebrations. Indeed, Pope Benedict XI even granted 
indulgences to those who came to see the chapel on the four major feast days of the Virgin,52 and 
a remission of sins for those who entered the Scrovegni Chapel on March 1, 1304.53 According to 
his tomb inscription, Enrico Scrovegni may have even funded the festivities, as one who “makes 
an offering of a revered festival.”54 The Scrovegni Chapel’s location nearby the Roman Arena 
thus endows the funerary oratory with significance religious – and to a certain degree, communal 
– significance, deviating from the traditional uses of the family-owned private chapel.  
In sum, the Scrovegni Chapel’s comparative size and geographic location allows the 
building to adopt a communal role within the town of Padua. The Scrovegni Chapel’s large size 
in comparison to in-basilica oratories would have come as a surprise to viewers. Moreover, the 
Scrovegni Chapel’s location upon the Roman Arena would have reminded viewers of the 
religious and communal connotations of the area. In structure alone, the Scrovegni Chapel 
already disturbed the architectural dispositions of a family mortuary, indicating local viewers’ 
“hot” awareness of family chapel norms – and the noted disturbance that came with the 
Scrovegni Chapel’s incredible size. 
20th Century America: The Newspaper 
 
Unlike the wealthy patrons who commissioned the Scrovegni Chapel, early 20th 
century American printing presses responded to a growing, literate population and external 
advertising. Indeed, since the 1833 establishment of the penny press, urban newspapers moved 
beyond their original patrons to reach as many public viewers as possible.55 The growth of the 
urban newspaper mirrored that of America’s urban centers; from 1820 to 1860 alone, urban 
America saw a total population increase of 797%, as immigrants and rural folks alike flocked 
                                                     
52 Jules Lubbock, Storytelling in Christian Art from Giotto to Donatello (New Haven and London: Yale University Press, 2006), 42.   
53 Derbes and Sandona, The Usurer’s Heart, 29.  
54 Poeschke, Italian Frescoes, 184. 
55 Martin Conboy, The Press and Popular Culture (London: Sage Productions Ltd., 2002), 45.  
22 
 
towards the big cities.56 Literacy likewise shot upwards with the spread of public education 
since the 1820s, feeding a growing reader base.57 America’s cities spilled over with potential 
consumers, especially by the early 20th century.   
The turn of the century greeted the American newspaper’s culmination of the “publisher’s 
paper.” New technological advances allowed printing presses to print on cheap wood pulp instead 
of more expensive chlorine-bleached rags, permitting newspapers to expand beyond their four or 
eight page limitations.58 With a growing, literate population and fatter newspapers, annual per 
capita consumption of newsprint grew from six to sixteen pounds.59 Major publishers 
accommodated popular demand with more frequent papers as well, printing two editions for the 
morning and evening. These editions were mindful of their audiences’ reading situation and time 
of day, engaging in the daily experiential dialogue between the printing press and its reader.   
The morning edition, for example, was more information-based and included more text. 
This may have been because it was generally consumed in-transit; as cartoonist Wilhelm Busch 
notes, the morning edition was to be enjoyed “like a beer en route.”60 The morning edition also 
assailed the commuter in every direction. Sold by house-to-house canvassers, itinerant 
newsboys,61 bookstores, railway stations, street kiosks, the newspaper generally circulated 
between train commuters.62 Aside from in-person advertisements, printed references to 
newspapers even covered scaffolding in center city, dominating the everyday cityscape (see 
Figure 21). As Don Seitz, business manager of the New York World, explained, “The reader does 
not seek the paper… the paper lets no possible reader escape.”63  
These evening edition, on the other hand, catered to commuters on their way home from 
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work. At a subsidized price, these papers would contain recycled updates of the day’s news and 
heavier advertising.64 Evening editions typically circulated more as well, especially among 
working-class readers; afternoon editions alone accounted for 79% of the increase in the number 
of American daily newspapers between 1880 to 1910.65 Moreover, publishers were aware that 
evening editions would not just circulate amongst the working commuters, but among their 
families as well. As such, publishers printed women’s columns in the evening editions, “playing 
up” female-centric stories with scandals, divorces, heists, murders, and the like.66 Publishers also 
appealed to immigrants as well with large text and illustrations standing out from the top folded 
half of the page, 67  as in this March 17, 1900 issue from the The Evening World (see Figure 22). 
The smaller columns of text here are deliberately hidden in the second half of the front page with 
their emblazoned headlines. With the evening editions, publishers hoped to appeal to the widest 
audience possible to end the day with a tidy profit.  
At the end of the week, publishing companies dedicated all of their efforts into 
distributing the grand Sunday supplement. Since the 1870s and 1880s, urban Americans began to 
invest their one work-free day in non-church related activities, ranging from amusement parks to 
ice-skating to beach vacations.68 Sunday supplements began to respond in kind to “become a 
day’s entertainment in itself”; swelling from fifty, then eighty, then eventually over one hundred 
pages, the Sunday supplement expanded upon the evening edition with special interest features to 
cater to as many audiences as possible.69 These features – ranging from sports to fashion to 
politics – provided readers a space to interact with their imagined peers at large through enterable 
contests, anonymous messages, and relevant advice.70  
This was particularly prominent in women’s and children’s sections, as can be found here 
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in this July 6, 1902 issue from the New York Herald (see Figure 23). The fourth page of the 
Women’s and Children’s Section reflects the perceived interests of a bachelorette, featuring 
advertisements for women’s garments up top, a sequence of potential hat-wearing techniques in 
the middle, and columns on social etiquette peppering the page. A small question-and-answer 
section titled “?? And Here are the Answers!!” floats, squeezed in the center of the page, 
answering submitted questions by the public. The Sunday supplement did not just supply a sense 
of entertainment; indeed, it also facilitated a sense of communal learning, as readers could glean 
mannerisms, fashions, and even factoids from the newspaper. Readers turned to the Sunday 
supplement, then, not just for entertainment, but also to fulfill a sense of community.   
Newspapers were not alone in delivering leisurely Sunday reading, however, as 
alternative entertainment such as tabloids, monthly magazines, and humor periodicals competed 
for attention.71 Humor periodicals from the 1870s onwards inspired one major contribution to the 
newspaper in particular: the comic strip. At only a penny apiece, weekly periodicals like Puck 
and Judge imported European comic strips into American cities (see Figure 24).72 As humor 
periodicals circulated beyond urban areas, they also began to include more American-drawn 
submissions.73 These magazines provided readers a cheaper alternative to buying the full bound 
albums of the cartoonists’ work, and promised entertainment weekly. These periodicals 
ultimately stimulated domestic comic strip talent, spotlighting them in the 1880s.81 
By 1894, comic strips finally caught on in the American newspapers. Joseph Pulitzer’s 
Sunday World Supplement published the first comic strip in an American newspaper: R. F. 
Outcault’s “The Origin of a New Species.”74 Charles Saalburgh, foreman of the New York 
Journal’s color press room, took a step further with R.F. Outcault’s talents – and printed the first 
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color comic strip “At the Circus in Hogan’s Alley” in May 5, 1895 (see Figure 14).75 As one 
viewer commented, the Hearst lineup of cartoons transformed the comic section into “eight pages 
of iridescent polychromous effulgence that makes the rainbow look like a lead pipe.”76 By 
adopting the comic strip, then, the newspaper could redirect some of the humor periodicals 
audience back towards the weekly Sunday supplement, boosting sales.  
All in all, urban audiences of the early American newspaper comic strip can be 
categorized as “hot” communities for their day-to-day familiarity with the “hot” print media. 
Daily morning and evening editions, for one, reached out to as many audiences as possible, 
employing newspaper illustrations and special columns to attract readers across gender, social 
class, and language. Monthly magazines and humor periodicals like Puck similarly contributed to 
printed entertainment, circulating imported comic strips amongst children and later encouraging 
American-born talent. Finally, these newspaper comics  As a whole, newspapers ultimately set up 
a sense of community, tying readers together across the city – not just across panels, but across 
papers as well. The newspaper promised content for the people, by the people – and ultimately, 
circulated by the people. 
Conclusion 
 
This chapter simulates the experience of the viewer prior to “entering” the artwork, setting 
the groundwork for Trecento and 20th century viewer expectations from relatively “hot” 
communities. The Trecento viewer, for one, would have been shocked by the Scrovegni Chapel’s 
size; compared to other oratories, the Scrovegni Chapels’ length and scale set off conflicting 
reactions from potential audiences. Neighboring ecclesiastics and literate townspeople, for 
example, publicly complained about the Scrovegni Chapel, going so far as to accuse Enrico 
Scrovegni of hubris over humility. Local officials, on the other hand, approved of the construction 
all the way through. These written accounts record, and even affirm, the literate Trecento viewer’s 
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familiarity with the private chapel, and the disruption that the Scrovegni Chapel provided in size 
alone.  
The dawn of twentieth century America too saw a burgeoning community of “hot” 
viewers, as newspaper companies overwhelmed urban consumers left and right. For example, 
urban readers contacted newsprint media frequently throughout the week; the morning and 
evening editions circulated the city daily, while the Sunday supplement catered to as wide an 
audience demographic as possible. The availability of alternative forms of entertainment like 
monthly magazines and humor periodicals further stimulated readers as well. By the time Winsor 
McCay’s Little Nemo in Slumberland comics debuted, then, the urban reader had already been 
intimately familiar with the newsprint medium – building up hot communities ready for equally 
hot commodities.
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Chapter Two: Reliving Experience 
 
The previous chapter simulates the “expectations” aspect to experiencing an artwork by 
assessing viewer familiarity and due effectiveness of a medium. Due to both of these periods’ 
intimate familiarity with their relevant bodies of visual material, the potential audiences of the 
Scrovegni Chapel and the Little Nemo in Slumberland comic strips may identify as “hot” 
communities. For the Trecento viewer, for example, experience with private chapels and 
knowledge of the Roman Arena’s site would have supplied sufficient background context to 
notify the viewer of the Scrovegni Chapel’s unique sense of scale and potential communal 
undertones. Similarly, the early 20th century urban newspaper consumer also came into contact 
with printed material frequently, through daily, weekly, and monthly publications – while also 
relying on communities therein. These “hot” audiences were extremely familiar with the material 
precedents of the Scrovegni Chapel and the Little Nemo comic strips. 
With the hot audience and their due expectations identified, this chapter simulates the 
actual experience of entering the narrative artwork by analyzing serialization. Marilyn Aronberg 
Lavin’s term of narrative disposition is key here. She assumes that, upon entering a church space, 
viewers should be aware of narrative patterns common to their own regional and/or period 
context.77 Building upon this assumption, she charts different modes of narrative transaction: (1) 
complementary transaction (the spectator’s knowledge of the story already follows that of the 
narrative); (2) patterned arrangement (the narrative’s chronology rearranges for a pattern); and (3) 
ulterior argument (a direct disruption of narrative units compose a new message overall) (see 
Figure 13).78 To complete a narrative transaction successfully, a viewer must be keenly aware of 
related narrative dispositions and any disruptions that may follow. 
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While the stories of the narrative series matter, equally important is the panel-to-panel 
format that both of these narrative arts adopt. Closure refers to the process in which a viewer may 
see individual images and perceive them as a whole.79 To build upon Marshall McLuhan’s 
vocabulary of hot and cool mediums, closure allows “hot” audiences to perceive “hot” artworks 
more efficiently, as artists may fine tune their messages in accordance to the taste of the audience 
and vice versa. Scott McCloud’s further builds upon this by classifying different modes in which 
the panel-to-panel narrative series may engage in closure: (1) moment-to-moment; (2) action-to- 
action; (3) subject-to-subject; (4) scene-to-scene; (5) aspect-to-aspect; and (6) non-sequitur (see 
Figure 15).80 Each of these forms of closure lead to a singular ending: to send a message, and to a 
degree establish a rhythm, for the viewer to perceive. 
Using these two theories, I tie these terms back to the sample artworks of study. I argue 
that the “hot” audiences mentioned in the last chapter are well aware of the narrative dispositions 
in both Trecento fresco cycles and early American comic strips at their moments. Any subsequent 
continuations of traditions and disturbances may result in differing narrative transactions, 
depending on the individual viewer’s perception of the narrative. Moreover, I argue that the both 
panel-to-panel formats use closure when telling their narratives, matching the hot audience to 
their hot mediums. 
To make a comparison between the Scrovegni Chapel and Little Nemo in Slumberland, 
then, this chapter will simulate the entryway into each respective artwork. The Scrovegni Chapel, 
for one, bears two main entranceways, each of which orient the viewer to face two different 
interpretations of the narrative cycle. Due to the narrative disposition perceived through the 
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predetermined pathway, the viewer may derive an “ulterior argument” of personal conviction 
from a well-known story. Little Nemo in Slumberland, however, plays upon the narrative 
disposition of the folded Sunday supplement, enticing the viewer to open the paper. This self- 
acknowledgment of the hidden worlds in the second fold allow the viewer to subsequently add to 
the fascination of the comic strip, adding fantastical elements to the adventure within. 
Walking into the Scrovegni Chapel 
 
There are two ways to access the Scrovegni Chapel: (1) through the side entrance upon the 
north wall, which connected to the original Scrovegni Palace; and (2) the main entrance on the 
west wall (see Figures 9 and 10). Depending on the viewer’s port of entry, the viewer’s 
orientation would have differed; the former, for example, would require the viewer to face the 
south wall first, whereas the latter would face the east wall (apse). Additionally, the occasion that 
enabled (or required) the viewer to walk through the Scrovegni Chapel would have similarly 
affected the viewer’s walkway into the chapel. This part of the chapter thus draws upon the 
viewer’s perception of narrative disposition. Even with the two different orientations, the two 
paths may lead to the viewer ultimately to perceive a disturbance – the ulterior argument – of 
celebration and condemnation within the same fresco cycle. 
The Patron’s Walk: The Scrovegni Mass 
 
The first mode to access the Scrovegni Chapel was available only for the immediate 
Scrovegni family and friends. Enrico Scrovegni, after all, constructed the Chapel in part to serve 
as a place of worship and as a family mortuary.81During Enrico Scrovegni’s lifetime, the Divine 
Office was celebrated daily, maintained by four in-residence clergy members.82 After Enrico’s 
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death, he willed that the services continue;83 the immediate Scrovegni family responded in kind, 
participating in daily Mass for the souls of the departed.84 The Scrovegni Chapel thus provided a 
place “in honor and reverence of… the salvation of his soul and those of his forebears,” 
promising an intimate space of worship for the Scrovegni bloodline.85 
It made sense, then, for the Scrovegni family’s primary entranceway to connect to the 
Scrovegni Palace through the north wall.86 The pathway here held iconographic witticism and 
significance; by walking through this entrance, the Scrovegni viewer would walk from the wall of 
the Vices (of which aligned the north wall) towards the Virtues. More specifically, by walking 
from the entrance towards the center between the two walls, the Scrovegni viewer would direct 
him or herself from the closest Vice, Folly (Stultitia), towards its parallel, Prudence (Prudentia) 
(see Figures 25 and 26). Upon entering, the Scrovegni Chapel, then, the viewer’s physical 
movement activates an iconographic “cleansing” – in which the Scrovegni viewer may leave 
behind the Folly of the past in favor of future Prudence. 
Furthermore, by directly walking towards the south wall, the viewer would have been able 
to begin the narrative read of the wraparound sequence with the first panel, Joachim’s Expulsion 
from the Temple (see Figure 28). Assuming the setting of daily Mass, the viewer would have 
proceeded their ritual stroll through the chapel, following the Life of Joachim and Anna as they 
walked westward. Upon pivoting around to find a seat facing the apse for Mass, the narrative 
punctuates itself with The Last Judgment as if ominously predicting the end times after the end of 
just one register (see Figure 7). Again pivoting northward, the viewer would have continued the 
narrative of the life of Mary on the topmost register (see Figure 27). Then pivoting eastward – 
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towards the chancel arch – the viewer would have witnessed the continuation of the narrative 
during Mass, facing a panel of God,87 The Annunciation on top of parallel panels of The 
Visitation and Judas’ Betrayal (see Figure 6). By following the Scrovegni footsteps, the viewer 
would have followed the chronological sequence of the narrative, starting from Joachim’s 
Expulsion but interrupted by the ominous Last Judgment to rest their eyes upon The 
Annunciation. 
This cycle arrangement is what Lavin terms as the “Wraparound” cycle, in which the 
narrative may read continuously along the walls in one direction (see Figure 11). This tradition 
stems from centuries earlier; in the Abbey of Sant’Angelo in Formis (c. 1000), for example, the 
narrative proceeds from left to right to the entrance wall (see Figure 30). The narrative starts with 
the beginning of the Life of Christ and ends with the Ascension, similar to the set-up of the lower 
two registers of the Scrovegni Chapel along the north and south walls. Wraparounds like this one 
continued to persist in medieval Italy, particularly in the latter half of the thirteenth century, and 
indeed were the most common of fresco cycles between 1000 to 1600.88 Giotto’s early Trecento 
audiences, then, were also likely to pay attention to the Wraparound order, as a plethora of 
familiar examples would have dominated nearby church spaces. 
The actual content of the narrative, however – especially with the first glance view of the 
itinerant churchgoer – would have thrown off the viewer. First, the choice to depict Joachim and 
Anna would have been strange. Despite earlier accounts of the Golden Legend, such a drawn-out 
treatment of the lives of Joachim and Anna was infrequent.89 The long-protracted narrative of the  
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Marriage of the Virgin was also unprecedented outside of manuscript illumination;90 perhaps 
the closest painted match would be Duccio di Buoninsegna’s (d. 1319) Maesta (c. 1308-1311), 
where the predella dedicates eight panels to the life of the Virgin (see Figure 30). Even here, 
however, Duccio’s Maesta begins the story of the Virgin’s life from the Annunciation onward 
– giving no visual mention of the Marriage of the Virgin. 
It seems strange, then, to arrange for the Scrovegni viewers to see these non-traditionally 
painted scenes first, causing a narrative disruption to the Scrovegni viewer. However, I argue that 
Giotto actively employs scene-to-scene like closure here, weaving together a narrative rhythm to 
lead the viewer towards the center of the Scrovegni Chapel. Indeed, by extending two narratives 
predating Christ, the Chapel suggests a familial emphasis via blood genealogy – much like how 
Enrico Scrovegni would have wanted to highlight the connection to his father. By showcasing a 
sequence that follows the redemption of man through the family, the program parallels Enrico’s 
own salvation – how he, too, may be redeemed from the sins of his father. Thus, through this 
narrative disruption, Giotto aims to claim his first ulterior argument: that Enrico Scrovegni, 
through the Jesus narrative, may be redeemed from the sin his family left behind.  
This reading is further supplemented by the direction the narratives follow by attending to 
the left-to-right Wraparound narrative. By following the narrative left-to-right and top-down 
through the Scrovegni Chapel, the viewer would have finished the story at the bottom-right panel 
on the north wall: the Pentecost (see Figure 27).  As the viewer turns their head again to face the 
apse – the central location of religious service – the viewer’s eyes skid across the empty corettos 
upon the chancel arch, the empty trompe l’oeil transepts. The symmetrical corettos frame the 
altar, of which contains Enrico Scrovegni’s tomb protected by Pisano’s statue of Madonna and the 
angels. With the tomb’s location in the holiest part of the church (the apse) and directly 
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opposite from The Last Judgment, the tomb’s spatial placement highlights Enrico Scrovegni’s 
own redemption. Enrico’s redemption is complete: protected by the holy apse and far from the 
Last Judgment, his tomb signifies his final salvation. The viewer – both Enrico and his family 
members – could then acknowledge his burial in peace, and consequently pray that such 
salvation could pass down in the family like the Scrovegni Chapel itself.  
Overall, the walk towards daily Mass for the Scrovegni family was iconographically 
loaded in remembrance of Enrico Scrovegni’s repentance. By entering from the north wall, the 
viewer would have symbolically walked from the Vices towards the Virtues, and started reading 
the Joachim and Anna fresco cycle at its beginning. Starting here, the viewer may continue to 
read along the Wraparound narrative all the way towards its end: the trompe l’oeil frescoed 
transepts. Their orientation immediately beside Enrico Scrovegni’s tomb thus leads the eye to the 
memorial, safely sheltered in the sanctity of the apse than in the opposing fires of the Last 
Judgment. The simple route to one’s seat for Mass thus commemorates Enrico Scrovegni’s own 
redemption, signifying Enrico Scrovegni’s salvation long after death. 
The Pilgrim’s Walk: The Public Feast Day 
 
Though the Scrovegni family and friends could enter from the north wall entrance, public 
viewers had to enter from the west wall. During the Trecento, the doors opened to the public on at 
least four major Marian feast days a year.91 This is in part due to the site’s historical significance 
as a construction above the Roman Arena, the central location for communal reenactments of the 
Annunciation. The public would typically enter from the doorway along the west wall. By doing 
so, the viewer would catch not the wraparound narrative, but rather a brief highlight of the 
Scrovegni Chapel’s dedication to Santa Maria della Carita.  
 
 
                                                     
91 Kohl, “His Lay Patrons,” 182-184.  
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First, the viewer would first face the barrel-vaulted ceiling, of which portrays Jesus and 
the Four Evanglists on the west end, and the Virgin and four prophets on the east end (see Figure 
8). The viewer would then their eyes down to see the chancel arch, depicting the Annunciation, 
Judas’ Betrayal, and the Visitation (see Figure 6). As the viewer ventures further into the chapel 
as a part of the Annunciation festivities, the viewer simultaneously walks away from the west 
wall’s Last Judgment – paralleling the viewer’s walk towards redemption on-earth instead of 
judgment in the afterlife. The public viewer’s stance in the center of the chapel signifies a 
chronological halfway mark, as the viewer stands in between the redemption of the past and 
judgment of the future.   
Furthermore, this top-down narrative notion implied by the Annunciation (in which God 
the father presides above Archangel Gabriel and the Virgin Mary) on the chancel arch encourages 
the public viewer to continue to interpret the Scrovegni Chapel in “vertical pairs.”92 This is 
further encouraged by the public viewer’s direct surroundings of the Virtues and Vices (see 
Figures 25 and 26). Directly confronted with the life-size, grisaille figures, the Virtues and Vices’ 
naturalism underscore the possibility that they may “come to life” as the human viewer must 
decide who they identify more with. The alignment of the Virtues and Vices furthers the 
interpretation of the registered narratives that rest upon them as well: the Virtues of the south wall 
align with scenes (implying the “Virtue” of each column of panels), whereas the Vices of the 
north wall stagger between the narrative columns (implying that the Vices cannot taint the sacred 
narratives). The public viewer, then, receives a more existential reading of the Scrovegni Chapel 
cycles, as they must contemplate not Enrico Scrovegni’s, but their own existence between 
salvation and damnation.   
 Perhaps the most telling part of this story is underscored by the viewer’s exit through the  
 
 
                                                     
92 Alpatoff, “The Parallelism,” 160.  
35 
 
west wall’s doorway. Above the doorway, the Last Judgment fresco depicts Jesus Christ in tondo, 
dividing the scene into two parts: heaven and hell (see Figure 7). To the left, Enrico Scrovegni, 
the Virgin Mary, and other Evangelists populate the heavens, as bodies crawl up in their 
Judgment Day resurrection. The right side, however, shows a terrifying depiction of hell, as 
masses of human figures are tormented by demons and a potbellied Satan. The viewer’s walk 
towards the door would only see this scene grow larger and larger – to the point that, by walking 
through the doorway, the viewer would see the Last Judgment almost completely consume them 
altogether (see Figure 31).  
The top-down, end-times-over-entrance set up echoes what Lavin calls the “Double 
Parallel,” like that found in Santa Maria Maggiore in Rome (c. 432-40) (see Figure 32). As 
another site of Marian devotion, the Old Testament mosaics prefigure the story of Mary on both 
sides of the nave.93 Like in the Scrovegni Chapel, viewer sees a chronologically reversed narrative 
when walking from the entranceway to the apse, but sees the correct order on their way out. This 
reverse chronological reading order towards the exit implies a hind-sight vision of humanity: 
Jesus’ sacrifice can only become self-evident with the Last Judgment prefigured. The viewer must 
then make the decision to either continue wallowing in sin to eventually face hell, or repent for 
the time-being.  In both chapels, the doorway welcomes both celebration upon entry and 
commands self-introspection upon exit – thereby encouraging the viewer to engage in a personal, 
existential analysis of themselves in regards to the potential consequences to come.  
The Scrovegni Chapel’s two passageways thus lead to two separate readings: (1) the 
commemoration of Enrico Scrovegni’s life, and (2) the highlights of the Marian feast day. With 
the Scrovegni path, the viewer follows a left-to-right Wraparound narrative from the north 
entrance. However, the public viewer from the west wall reads a top-down, double parallel 
narrative complementary to their beliefs. In both narratives, the looming Last Judgment 
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punctuates their joy – looming over them until their declared repentance. The only difference 
between these two walkways is just the ulterior argument suggested: for the Scrovegni family, 
they must contemplate Enrico’s salvation; and for the public viewer, their own.  
Opening the Newspaper 
 
Unlike the Scrovegni Chapel, one cam can access a newspaper comic strip only one way: 
by opening the paper. To replicate the newspaper reading experience, this section will analyze 
the processes of reading the comic strip: first, by setting up the Sunday routine; then, by locating 
the relevant location; and finally, as with the Scrovegni Chapel, pointing out the progression of 
narrative through the movement of the comic strip. Unlike the Scrovegni Chapel, Winsor 
McCay’s 1905-1906 issues of the Little Nemo in Slumberland comic strips blossom into whole 
new worlds. To fulfill the same sort of narrative transaction, then, the comics engage in 
movement across the panels – thus developing their ulterior argument by disturbing 
contemporary comic conventions through movement. 
To begin reading the Sunday newspaper, the dramatic largeness of the paper (and even the 
volume) should have engulfed even the adult viewer. With an average 40.65 x 57.15 inches per 
sheet and as many as one hundred sheets in one stack, the Sunday news as a physical object 
would have been difficult to handle all at once. Indeed, the folio format of the Sunday news often 
allowed individual subsections of larger features to be distributed amongst a group of people, and 
read independently of one another. This “Women’s and Children’s Section” of this October 1902 
New York Herald Colored Supplement provides a perfect example (see Figure 33). As the title of 
the section states, this feature is geared towards two audiences: older women (especially middle-
class housewives)94 and younger children. The four-page section divvies up accordingly. The 
                                                     
94 This applies Julia Guarneri’s general analysis of The Ledger’s “women’s material,” of which would consist of 
“questions, answers, articles, and ads.” This targeted younger, geographically or familial-estranged middle-class 
women in big cities, as these audiences sought to learn culinary tips, fashion trends, and other home-based delights 
from popularly circulated prints. Urban working class newspapers, on the other hand, did not often cite such advice, 
if they even had the leisure or ability to read. (Guarneri, Newsprint Metropolis, 59-64). 
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exterior pages, a single color folio, contained basic content for women – teaching tips on basket-
weaving and related patterns. The second folio, tucked inside in black and white, features the 
“Our Young Folks” page – in which fables, puzzles, and small woodcut illustrations entertained 
for younger audiences (see Figures 34). The very structure of the Sunday supplement, then – with 
its plenitude of individual features for different audiences, complemented by its multi-folio format 
– allows room for viewers to pick apart the pieces of the newspaper they wanted to read the most 
for a family experience. 
By the turn of the century, newspaper publishers also reformatted the front page of 
featured sections to showcase content as attractively as possible. The Who’s What and Why in 
America page spreads that dominated the New York Herald comic sections from 1902-1903 
presents a keen awareness of such tactics (see Figure 35). When the reader picks up the paper 
– whether or not the comic section is on the front page or not – the reader would receive it 
packaged, folded horizontally in half (see Figure 36). The viewer flips through the pages from 
the right edge to the next, searching for their feature of choice. While the viewer skims, they 
may only see the top half of the paper.95 Should the top half of the headlined illustration 
appeal to the viewer, the intrigued viewer may proceed to open up the section and read the 
text on the bottom half of the page. As folded up advertisements, the headlined page of the 
Sunday feature should lure the viewer in. 
Little Nemo lures the viewer in from the top, only to expose magic and mischief at the 
bottom. In his second issue from October 22, 1905, for example, McCay divides the top half of 
the page from the bottom with a line of text (see Figure 37). Even the geographical settings of the 
comic strip differ in the two parts. The first register sets the scene for the comic, highlighting the 
comic strip’s goal to see Nemo reach Slumberland to meet the princess. The second register 
begins the story in Nemo’s room. With a progression of three panels showing the same scene, the 
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juxtaposed scenes – though read from left to right– orient the viewer to look downwards with 
Nemo’s sinking bed. In the top half-spread, McCay entices the viewer to unfurl the rest of the 
paper to expose the adventure to follow. 
The second half of the comic strip inspires a cyclical reading between the text and the 
panel forms. Little Nemo is sent into a mushroom forest by a trickster servant from Slumberland. 
The changing panel sizes follow Nemo’s journey deeper into the forest; the “longer” the panels 
grow, the “deeper” he steps in. Alternatively, the “shorter” the panels shrink, the “less” room 
Nemo has to escape – thus echoing a sense of claustrophobia throughout the page. Beyond this 
linear narrative, however, the eight panels mirror each other to create a rotational reading order. 
Of the eight panels, the first mirrors the last; the second, the second to last; the third, the third to 
last; and the fourth, the fourth to last. The step-like arrangement of the panels thus encourage not 
only a linear reading, but also backtracking – in which the first panel, where Nemo steps deeper 
into Slumberland, mirrors the last, where he finally wakes up. 
Though Little Nemo was typically placed on the back page of the New York Herald 
comics, McCay’s early Little Nemo comic strips also manipulate the half-page “display window” 
format to magnify the sense of adventure. This partially may have been because of newspaper 
syndicate protocol; as newspapers re-circulated comic strips from the New York Herald across the 
nation, the order in which the comics would be found would differ from paper to paper. For 
example, the Little Nemo comic strip often occupied the front page of the Los Angeles Sunday 
Times, and sometimes even earned its own special masthead in the Sunday Chicago Herald-
Tribune (see Figure 18 and 39). By visually dividing the comic strip in half, then, Winsor McCay 
followed typical newspaper illustration formats, advertising the sections within. 
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Earlier comic strips may have inspired McCay’s cyclical comic strips. Older newspaper 
issues, such as the New York Herald’s November 1, 1896 Colored Supplement front page took 
advantage of this format (see Figure 39). This spread plays upon the calendar as Father Time 
forecasts satirical “horoscopes” for the month. With the circular panel so prominently in the 
center, the illustration calls attention to the cyclical nature of time, the month, and the comic 
strip, allowing the panels to be read in any order to prolong the absurdities. 
Experiments with panel sizes themselves was not as typical a decade later in 1900, 
however. Indeed, comic strips often featured equally-sized, rectilinear panels like those found in 
this September 13, 1903 issue of the New York Herald (see Figure 40). Sometimes, comic strips 
did not even have margins; in the March 19th cover of the Boston American, for example, 
“Jimmy – He Runs for Papa’s Pocketbook!” shows a film-strip like narrative with no margins in 
between (see Figure 41). These relatively geometrical formats followed columnar format of the 
newspaper, of which crammed in as much information as possible. The “narrative disposition” of 
the 1905 comic strip, then, followed more polygonal forms – with sharply defined frames, 
relatively consistent panel sizes, and a focus on the content within each panel.  
McCay’s experimentation with panel sizes may have been a shock to the contemporary 
20th century newspaper consumer, as he called upon older forms of experimentation to illustrate 
his comic strips. In his November 26, 1905 issue, a giant turkey uproots Nemo’s house, 
gobbling it down and dumping Nemo in a pool of mud (see Figure 42). The dominance of the 
circular panel in the center of the page simulates the sensation of movement in action-to-action 
closure, particularly that of Nemo’s vertigo. Indeed, by placing the giant circular panel in the 
center of the page, the eye keeps reverting back to the central panel, as if to blame the giant 
turkey within for the mess. The stable, horizontal lines of panel 5 destabilize dramatically in 
panel 6. When Nemo actually falls in panel 8, his fall – at a compositionally higher vantage 
point than that of the turkey’s head – disorients the viewer through point of view and 
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perspective. Though the panels here follow a precedent of narrative disposition, McCay takes 
advantage of the motion within, shaking up the viewer through visual confusion in the graceless 
fall. 
McCay did not just experiment with panels, however. Indeed, he often focused on 
action-to-action closure within the panel contents as well. In the November 5, 1905 issue for 
example, Little Nemo’s room begins to flood at an alarming rate (see Figure 43). In this comic, 
the viewer follows not just the progression of narrative – that is, of Nemo’s watery submergence 
– but of Nemo’s movement, as well. As Nemo squirms into a new position with each panel with 
an increasingly elevated water level, the panels imply a progression of time. The stable 
horizontal lines of Nemo’s bedroom give way to the rocking tides, furthering the progression of 
time through the change of setting and pace. The contents of the panel also contain traces of one 
another; in the fifth panel, for example, Nemo’s mysterious ride reveals more of its body in each 
panel, eventually swimming away by panel eight. The consistently square panels depicting 
Nemo’s changing actions and scenery resound with filmic influence, as they trace a progression 
of time and movement. 
McCay’s preoccupation with time and movement continued throughout his life, even 
exceeding the panel-to-panel boundaries of closure. At this point, early studies in photographing 
movement splashed across newspapers, vaudeville, and dime museums, capturing the novelty of 
visualizing movement in a sequence of images (see Figure 44). By 1911, Winsor McCay 
eventually went so far as to actually animate Little Nemo in Slumberland. At sixteen frames per 
second,96 the panel-to-panel narrative sequence no longer required viewer cooperation for 
closure; instead, the sequence depended on the movement of the film reel. McCay’s 1923 text 
“Animating Art” follows the progressive movement of action-to-action closure (see Figure 45). 
                                                     
96 Winsor McCay, Illustrating and Cartooning Animation (Federal Schools, Inc., Minneapolis, 1923) 8. 
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McCay plays upon contemporary proto-animation illustration and photography, displaying his  
keen awareness of pictorial-temporal interrelationships across media. In this form, 
McCay’s concern with serialization – first from the serialized panels in the weekly Sunday  
supplement – too progresses into a single film reel, with serialized frames. 
Conclusion 
 
Overall, this thesis proposes a new, experiential method of analyzing the panel-to-panel 
narrative series, keeping three scholars in consideration: Marshall McLuhan’s engagement a hot 
and cool audience; Marilyn Aronberg Lavin’s usage of narrative disposition and narrative 
transaction; and finally, Scott McCloud’s formulaic consideration of panel-to-panel closure. The 
first chapter reconstructs audience expectations prior to entering the artwork. This provides a 
brief visual vocabulary to stake a claim in whether an audience is “hot” or “cool,” further 
exploring a brief overview of the Trecento and 20th century urban viewer’s familiarity with the 
private chapel and newspaper respectively. By establishing this relationship, I have also 
identified the appropriate audiences and recorded reactions within their own historical 
backdrops. 
The second chapter builds upon the viewer’s material familiarity with the oratory and 
newspaper to introduce Lavin’s concept of narrative disposition and narrative transaction. By 
tracing potential pathways of the itinerant viewer in the Scrovegni Chapel, I point out different 
perceived narratives. The viewing path for the Scrovegni family during daily Mass, for example, 
directs attention through the left-to-right Wraparound narrative, where the familiar subject-to- 
subject episodes move the narrative forward. At the end of the narrative cycle, the Scrovegni 
Chapel loops back to its ulterior argument: remembering the salvation of Enrico Scrovegni. The 
public viewer, on the other hand, would have visited the Scrovegni Chapel only a few times a 
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year for Marian celebrations and exchanged in a complementary transaction. Upon entry, a top- 
down, double parallel reading reinforces the sanctity of the Annunciation on the chancel arch; 
upon exit, the impending doom in the Last Judgment. In the Little Nemo in Slumberland comic 
strips, the cyclical pathway of alternating panels and repetitive action-to-action panels develop a 
sense of movement over narrative, seeking sensation over spiritualism. Overall, the simple ritual 
reading orders instated within the panel-to-panel narrative series of the Scrovegni Chapel and 
Little Nemo contribute to the viewer’s reception, as they efficiently communicate stories both old 
and new. 
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Afterword 
 
I have only scratched the surface of cross-disciplinary analysis in panel-to-panel narrative 
series. This topic may indefinitely expand with more case studies and sample works, bridging the 
visual gaps between the Trecento and the early 20th century. Of the potential case studies to 
include, non-Western images may present an interesting array, and may introduce new cultural, 
regional, and geographic histories to consider in the development of the panel-to-panel series. 
Additionally, this thesis would greatly benefit with a deeper focus on film and media 
studies, especially for budding twentieth century comic strips. Historically, film and newspaper 
comic strips developed alongside one another; the invention of the cinematographe concurred 
with the advent of the Sunday comics in Western Europe and America. Through vaudeville, the 
two industries collided, with cartoonists performing lightning sketches and filmmakers featuring 
their shorts. The spectacle of the emerging panel-to-panel narrative sequence in two new formats 
provide fascinating insight into the modern-day comic strip and film, and may show even more 
insight to the inherent traits of the panel-to-panel narrative sequence. 
Other forms of proto-cinema, such as the zoetrope and the praxinoscope, suggest similar 
parallels to fixed-image panel-to-panel narrative series. A theoretical study of how literal proto- 
cinematic objects engaged in closure through enforced movement may provide a key 
complement or foil for comic strip studies, at least within closure. Comparisons between these 
again may contribute to early animation studies, and the growing field of interdisciplinary 
humanities as whole. 
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Appendix 
 
Figure 1. Fragment of a miniature of Abraham and two Angels, from the Cotton Genesis, Egypt(?), c. 400-
500, Cotton MS Otho B VI, f. 26v (London: The British Museum).  
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Figure 2. Abraham meets Melchizedek, northwest cupola (Venice: Basilica di San Marco).
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Figure 3. View of Basilica di Sant’Apollinare Nuovo, interior (Ravenna: Sant’Apollinare Nuovo).  
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Figure 4. Scrovegni Palace and the Arena Chapel. From Cenni storici sulle famiglie di Padova, ed. Alessandro 
de Marchi (Padua, 1842); from The Usurer’s Heart (Derbes and Sandona, University Park: The Pennsylvania 
State University Press, 2008. 
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Figure 5. Giovanni Pisano, Tomb of Enrico Scrovegni, the Madonna and Child, and two angels, c. 1300-1320 
(Padua: Scrovegni Chapel).  
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Figure 6. Giotto di Bondone, east wall (chancel arch), c. 1305-1310, fresco (Padua: Scrovegni Chapel).
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Figure 7. Giotto di Bondone, Last Judgment, c. 1305-1310, fresco, 1000x840cm (Padua: Scrovegni Chapel). 
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Figure 8. Giotto di Bondone, view of ceiling, c. 1305-1310, fresco (Padua: Scrovegni Chapel). 
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Figures 9 and 10, exterior floor plan (top) and interior plan (bottom), Scrovegni Chapel (Radke, Cambridge: 
Cambridge University Press, 2008). 
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Figure 11. (left to right) Marilyn Aronberg Lavin, Diagrams of Narrative Disposition (Chicago and London: 
The University of Chicago Press, 1990).  
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Figures 12 and 13 (top to bottom). Marilyn Aronberg Lavin, Chart of chronological distribution of narrative 
patterns (top) and diagram of narrative transactions (bottom) (Chicago and London: The University of 
Chicago Press, 1990).  
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Figure 14. R.F. Outcault, At the Circus with Hogan’s Alley, May 5, 1895, newsprint, New York World. 
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Figure 15. Scott McCloud, descriptions of closure, from Understanding Comics (New York: Kitchen Sink 
Press, 1993), 74.  
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Figure 16.  Front page of the New York Herald, January 2, 1891. An example of morning paper that would 
often only have columns of text. 
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Figure 17. Winsor McCay, Little Nemo in Slumberland, October 15, 1905, 40.65 x 57.15 cm, 
newsprint, New York Herald.  
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Figure 18. Winsor McCay, Little Nemo in Slumberland, January 14, 1906, 40.65 x 57.15cm, 
newsprint, Los Angeles Sunday Times.  
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Figure 19. Simone Martini, Montefiore Chapel, c. 1320-1325, fresco (Assisi: Lower Basilica of 
St. Francis).  
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Figure 20. Giotto, Chapter House frescoes (Padua, Basilica di San’Antonio [Il Santo]); from 
Giotto (d’ARcais, transl. Raymond Rosenthal, New York; London; Paris: Abbeville Press 
Publishers, 1995).  
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Figure 21. Alice Austen, photograph of New York Journal poster advertising Yellow Kid, on scaffolding 
around Twenty-Third Street, c. 1896, Alice Austen House; from Newsprint Metropolis: City Papers and the 
Making of Modern Americans (Guarneri, Chicago and London: The University of Chicago Press, 2017). 
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Figure 22. front page of the New York Evening World, March 17, 1900. Evening papers typically had more 
bold text and illustrations to attract a wider population of consumers.  
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Figure 23. Folio 4 in Women and Children’s Section, c. July 4, 1902, 40.65 x 57.15 cm, newsprint, New York 
Sunday Herald.  
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Figure 24. Front page of the illustrated humor periodical, Puck 28, April 1877. As Puck imported its comic 
strips from Europe – many of them German – the magazine was very popular in German immigrant 
communities. 
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Figures 25 and 26. Giotto di Bondone, the Virtues (top) and Vices (bottom) compiled into subsequent images 
(Padua: Scrovegni Chapel)
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Figures 27 and 28. Giotto di Bondone, fresco cycle within the Scrovegni Chapel, with the south 
wall (top) and the north wall (bottom) (Padua: Scrovegni Chapel). 
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Figure 29. Interior view of Abbey of Sant’Angelo, c. 1000 (Formis: Abbazzia di Sant’Angelo). 
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Figure 30. Duccio di Buoninsegna, The Maesta (Maesta), c. 1308-1311, tempera and gold on wood, 213 x 396 
cm (Siena: Museo dell’Opera Metropolitana del Duomo). 
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Figure 31. Giotto di Bondone, Last Judgment (close-up), (Padua: Scrovegni Chapel).  
 
75 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 32. Santa Maria Maggiore interior , c. 432-40 (Rome: Santa Maria Maggiore).  
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Figure 33. “Indian Basketry copied on Native Grasses,” October 5, 1902, 40.65 x 57.15 cm, newsprint, New 
York Herald.  
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Figure 34. Our Young Folks, October 5, 1902, 40.65 x 57.15 cm, newsprint, New York Herald. 
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Figure 35. Who’s What and Why in America, October 5, 1903, 40.65 x 57.15 cm, newsprint, New York 
Herald. 
79 
 
 
 
 
 
 
 
 
 
 
Figure 36. San Francisco newsstand displaying comic sections as well as front pages, 1925 (San Francisco: 
San Francisco History Center, San Francisco Public Library); from Newsprint Metropolis: City Papers and 
the Making of Modern Americans (Guarneri, Chicago and London: The University of Chicago Press, 2017). 
Though this photograph was taken a decade after the Little Nemo in SLumberland’s debut, the comic sections 
were displayed in a similar way in 1902. 
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Figure 37. Winsor McCay, Little Nemo in Slumberland, October 22, 1905, 40.65 x 57.15 cm, newsprint. This 
originally would have been better folded in half once the masthead would have been added to the top of the 
image.
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Figure 38. Winsor McCay, Little Nemo in Slumberland, April 22, 1906, 40.65 x 57.15 cm, newsprint, The 
Sunday Record Herald.  
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Figure 39. Newspaper Horoscopes, November 1, 1896, 40.65 x 57.15 cm, newsprint, New York 
Herald.  
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Figure 40. R. F. Outcault, Buster Brown’s Dream, September 13, 1903, 40.65 x 57.15 cm, 
newsprint, New York Herald.  
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Figure 41. Jimmy – He Runs for Papa’s Pocketbook!, March 19, 1905, 40.65 x 57.15 cm, 
newsprint, The Boston American.  
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Figure 42. Winsor McCay, Little Nemo in Slumberland, November 26, 1905, 40.65 x 57.15 cm, 
newsprint.  
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Figure 43. Winsor McCay, Little Nemo in Slumberland, November 5, 1905, 40.65 x 57.15 cm, 
newsprint.  
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Figure 44 (top). Etienne-Jules Marey, Bird in Flight, c. 1886, albumen silver print from glass 
negative, 3.3 x 17.3 cm (New York: The Metropolitan Museum of Art).  
 
Figure 45 (bottom). Winsor McCay, A Bird in Flight, c. 1923; from Illustrating and Cartooning 
Animation (Minneapolis: Federal Schools, Incorporated, 1923).  
